Film, Photography, And The Politics Of Social Hygiene threat, while on the left many critics saw capitalist culture, film in particular, as repressive. Adorno's and Horkheimer's later critique of what they called the 'culture industry' had it roots in these Weimar debates.4 At the heart of these different perspectives on film was the question of class. For the educated bourgeoisie, the Bildungsbürgertum, and many on the right, it was the mass nature of the new medium that made it so dangerous, both in terms of challenging the cultural authority of traditional forms of art such as literature, painting, and theatre, and in producing potentially uncontrolled forms of working-class sociality. Thus, the social hygienist Albert Moll contended that '[t]he power of suggestion of film is so strong, that it can hardly be compared with that of the theatre' .5 This power was tied directly to the new working-class audiences attending these films; for Moll and others, the danger represented by film and other mass media was conceptualised in terms of the familiar language of degeneration.
The role of class in left critiques was very different, focusing on film's production of forms of repressive or false consciousness. Despite this focus, however, their critiques often retained strong traces of bourgeois fears over its impact on impressionable new audiences, a point to which I will return at length. The SPD's approach to culture, which sought to claim the bourgeois heritage for the working class, often led them to defend classical bourgeois culture against film. In a 1911 article on 'Cinema as Educator' , for instance, the editor of the radical Expressionist journal Die Aktion Franz Pfemfert contrasted film, 'this poor imitation of naked reality, this brutal image-reporting' ,6 to true culture.
Stapel shared the radical right fear of film, but his comment goes beyond merely identifying a troubling influence. In speaking of the 'Homo cinematicus' , he was arguing that the new medium in fact produced new forms of perception, embodiment, and subjectivity; in short, a new human. This was the locus of danger. However, while Stapel lamented this shift, other critics, especially amongst the avant-garde, argued that these new forms of subjectivity represented a dramatic and potentially positive transformation. For these critics and artists, film was part of a broader perceptual revolution in which photography also played a key role. Franz Roh and Jan Tschichold described this in
